Fufil he had adopted freely. Jean Firges reports, as does Celan's friend the Germanist Gerhart Baumann, that everyone who had had dealings with Celan was struck by his preoccupation with number mysticism, his belief in occult symbols and in secret correspondences and correlations between dates and numbers (Baumann 24) . If the number of words in "DU LIEGST" is studied carefully, it is evident that the poem's specific date, that of the Feast of the Nativity, is written into the text.
Bearing in mind Celan's liking for dates and numbers, and also taking into account his intense study of the Jewish language and number mysticism of the Kabbala, a closer analysis of the numbers in "DU LIEGST" seems warranted. If the exact number of words is calculated, as Theo Buck has done, the perhaps surprising result is that a complete symmetry of words around the middle stanza is revealed.' Sixty words are divided into five stanzas over fourteen lines in the following scheme: 7, 17, 12, 17, 7. The first line of the middle stanza is seven words long, while the two stanzas framing the poem each add up to seven words: The poem comprises fourteen lines, with a clear thematic caesura between lines 7 and 8. These two distinct sections are marked by a change of narrative perspective from the "Du"-form in German to the third person. The splitting of the poem into two parts is further indicated by the use of different time frames: three different time frames are employed in the second part of the poem, while the present tense is used throughout the first. Worthy of note here, too, is that the avenging God of the Old Testament features in the first part, whereas in the second the seemingly gentle God of the twentieth century is detectable.
The composition is therefore split into two parts of seven lines arranged around an imaginary central axis. The number seven plays a central role in Celan's poetry; he often refers directly to the numeral, and it also features as a hidden means of structure. The privileging of certain number values can be observed, and there are deliberately constructed plays on numbers.' I shall return to the poem's sequences of numbers, because the Fufil symbolic meaning of the different numbers and characters adds weight to my argument and my reading of the poem based on Jewish tradition.
Since it first appeared, "DU LIEGST" has been treated by critics as a "memorial poem." Peter Szondi uncovered its biographical origins, Hans-Georg Gadamer and Theo Buck have put emphasis on its Jewish-historical facets, and Mar lies Janz brings to the foreground the memory of the socialist martyrs Karl Liebknecht and Rosa Luxemburg, recognizable as "the man" and "the Frau" in the poem.4 I would like to build on the work of these scholars by engaging with "DU LIEGST" Originally entitled "Wintergedicht" 'Winter Poem,' and dedicated to Peter Huchel, "DU LIEGST" is closely related to Huchel's "Winterpsalm" (1962) , in which nature is called to bear witness to the catastrophic historical events in a penetrating lamentation for those listening. In accordance with the biblical call to be watchful ("Erinnerungsgebot"), Celan embarks on a journey to the sites of terror in Berlin and lets them speak to him.
Eshel describes the crime of the National Socialists as two-fold: the mass extermination of the Jews, but also the virtual destruction of their material and oral tradition and, with it, the history and heritage of a people who not only considered themselves to be the Chosen, but also bearers of memory, witnesses to a covenant waiting for the Messiah, and therefore not complete (163f. The "DU" at the opening of the poem can be interpreted as the situation of the lyric "I." Accordingly, the abundance of biographical background material available on this poem at once prompts a comparison of the lyric "I" with the poet. The verb liegen 'to lie' and "groi3es Gelausche" imply a sense of being encompassed, of security, but also one of being overwhelmed and overcome by what the ear perceives. In his lyric poetry, Celan puts great store on verbs that convey the adopting of an upright position, and perhaps the description of "DU LIEGST" as a situation should not be interpreted literally here, but rather read as a pictorial expression of the "I" being overwhelmed by the command which can then be heard in the second stanza by the reader.'3
We must refer to Grimms' dictionary if we are to understand fully Celan's use of the term "Gelausche." He maintained that he coined no new words, but merely used alienating and technical terms and expressions that have fallen out of use." As far as "DU LIEGST" is concerned, the "grae Gelausche" is closely connected to the poet's treatment of the perception of the voice of God in his poetry. In the poems "EIN DROHNEN" 'A Droning' and "BEI WEIN UND VERLORENHEIT" 'Lost, with Wine, Celan further problematizes the awareness of, and the means by which God's voice can be detected (Die Gedichte 126 and 206) . Only the prophet is capable of understanding the voice of God and acting on 4.'5
It is not absolutely clear whether the "DU" at the opening of the poem should be equated with the "du" of the second stanza. It could also represent Martin Buber's emphatic "DU."16 In this case, the "DU" at the beginning of the poem addresses a God who did not respond to the cries of his oppressed people with deeds-in contrast to the lamentation of God's people in Egypt-here in Berlin, 8 Studies in 20th & 21st Century Literature, Vol. 31, Iss. 1 [2007] "Busch" and "Flocken" relate to the emphatic "DU." The threefold repetition "Geh du . . . geh . . . geh" has echoes of the imperative form used in the sending of the prophet Moses, God's scribe, to Egypt. It can also be read as a form of emphatic self-demand possible in Hebrew. If this is the case, the poetic "I" is compelled to seek out the sites of National Socialist terror (Berlin and, more precisely, Plotzensee, the Hotel Eden, and the Landwehr Canal) in accordance with the call for mindfulness of the Zachor, the sending of the prophet, and the resulting miracles of God and the intervention of God in the history of his people. At the same time, however, this is presented parallel to twentieth-century historical events that cast doubt on the validity of the Covenant between God and his people.
Certain trigger words employed in the first stanza point to the Torah as the pre-text, in particular the treatment of the departure of the Israelites from Egypt. On a pre-text level that runs parallel to this, Moses' leading the Israelites out of Egypt is recalled, and here too the Zachor-the everlasting memory of this decisive eventthe saving intervention of Yahweh in the history of his people. The opening and final lines of "DU LIEGST" are connected by irregular but nevertheless discernible rhyme. They are also linked thematically by the verb "stockt" and the pictorial evocation of rushing water and the rushing in of the Red Sea, meaning that the poem is couched, so to speak, in the Old Testament. There is an association here with the God of the Old Testament who intervenes on behalf of his people. Nevertheless, as in so much of Celan's poetry there is a thematic caesura, underpinned here by Celan's employing of a central axis device. In this way, a passive God is present as the poem closes, one who no longer appears to react to terror and violent deaths.
The mood at the opening of the poem depends on a positive or negative reading of the term "Gelausche." Grimms Wiirterbuch lists several variant meanings of the verb lauschen. In its most negative context, the noun "die Lausche," loosely related to the English term "eavesdropping," denotes a place or situation where this act of listening occurs ("Ort des versteckten Lauschens"; Grimm 6: 354).17 In the poem, the subject appears to be lying in wait or in ambush, in effect hiding in the foliage ("umbuscht") or, in winter, perhaps surrounded by snow ("umflockt"). The term is borrowed from hunting and can be roughly translated as lying in ambush ("versteckt auf etwas harren"), and it is further illuminated by the description of lauschen as a form of dialect (Mundart) with restricted usage, derived from das lussen (laszen), meaning "ein ursach seichen". A closer look at the usage of the word historically reveals that the connotations of the verb lauschen have become increasingly positive over time, and that it carries a forgotten meaning in its compound form.° To be more precise, lauschen has an obscured, almost conflicting meaning, as do many lexical items in Hebrew when they are analyzed etymologically.° On the evidence of Celan's creative use and Hebrew languages, it is highly probable that he plays on the different levels of meanings of single words.
For instance, "Gelausche" has a variety of meanings: the hidden (or at least not openly displayed) "ursach-siichen" (enquiry-Celan's confrontation with the sites of terror), acoustic reception (hearing a call), and possibly also the sense of being seduced ("Eingelullt-Sein") into temptation, deceit, and hypocrisy (through society, politics, and religion). It is in accordance with the prophet's fate that no one can defend themselves from their perception of God's voice, either from within and from the outside. As recounted in Exodus 3.6 and 14, God reveals himself as the God of history and of the generations (Yerushalmi 21 The reference to the "roten Appelstaken," part of a decoration customary in Sweden during Advent, introduces an element of the Christian Feast of the Nativity into a poem that up to this point can be considered exclusively Jewish (as a Pessach poem). The instruction to go "zu den roten Appelstaken aus Schweden"-to the festive decorations at the Christmas market-challenges expectations about whom we are anticipating in Advent. Szondi discusses how Celan registered "this pre-Christmas atmosphere that governs everything with the bewildered susceptibility of a people who are unacquainted with the celebration and that has for centuries lived in a land with no such atmosphere of its own" (392) . 24 In the poem the waiting for the Messiah appears in conjunction with the apple, the symbol of temptation in the Garden of Eden. In his early notes on the poem, Celan even employed the term "Paradeiserl."25 ("die Sau") and has apparently committed a sin, for since the Great Flood water has served as a means of God's judgment. In the Covenant with Noah, God promised he would no longer allow human lives to be lost in the floods. In contrast to this is God's promise in Isaiah 43.2: "When thou passest through the waters, I will be with thee; and through the rivers, they shall not overflow thee"; and we also learn of metaphorical acts of saving life from the watery depths, as in Psalm 18.17: "He sent from above, he took me, he drew me out of many waters. He delivered me from my strong enemy, and from them which hated me: for they were too strong for me." Conspicuous, too, is that water and the enemy are often referred to in tandem, also in the plea in Psalm 69.15: "let me be delivered from them that hate me, and out of the deep waters." In the first Plague of Egypt, the rivers turn into blood and the treacherous Egyptians perish when the walls of water close in (Exodus 14.26) .
Der Landwehrkanal wird nicht rauschen. Nichts stockt.
The Landwehr Canal won't make a murmur. Nothing stops.
There is also an intertextual reference to Georg Buchner in the last stanza of the poem. Barbara Wiedemann has drawn attention 14 Studies in 20th & 21st Century Literature, Vol. 31, Iss. 1 [2007] In German the last line reads "alles stockt, sich nichts mehr regt" (Celan, Die Gedichte 833; my emphasis). As far as Lucile is concerned, everything should come to a complete standstill, but in reality nothing actually does. The waters should stop flowing and the path of the river be stemmed, yet the waters of the Landwehr Canal continue to flow as before. Canal waters are not fast moving and will continue to flow silently even when a victim of violence is submerged in them: "Der Landwehrkanal wird nicht rauschen." In contrast to the Red Sea, the Landwehr Canal does not cause the enemy of God's people to perish beneath its waters; on this occasion God does not intervene on behalf of his chosen people. The release of God's people from Egyptian slavery was achieved by means of divine intervention, and all that was asked of the Israelites was that they believe in the power of the blood shed for them. The Covenant between God and Israel in the Old Testament and the Covenant of the New Testament, which is based on the belief in the power of the blood shed for Christians by the sacrifice of Jesus Christ, are the main Covenants of the Bible. The poem rejects both Covenants, or at least casts grave doubt on them. The bond between God and mankind was dissolved through their act of disobedience (the apple) in Eden. For Christians, original sin was redeemed by Jesus on the Cross. This prompts the question of how God's pledges may be equated with the Shoah, in which some six million of his people lost their lives. In Exodus it is said that God hardened ("verstockte") the hearts of the Egyptians, who found themselves later between the ("stockende") walls of water of the Red Sea and who perished when he commanded the waters to return. The ref-
erence "nichts stockt" is closely associated with biblical terminology, and in the poem it means that God did not act in National Socialist Berlin.
Returning to the role of the number seven in "DU LIEGST The wordcount of the poem totals 17, that is the number 1 next to the number 7. The number 1, as left behind ("hinterlassen") for the poetic narrator, is, however, crossed by a line ("balkengekreurt"), which turns it-again-into the Arabic numeral for 7. If the number 1 is considered as a Roman numeral, crossing it horizontally will create a symbol, namely that of the Cross (Kramer 154) . But the associations with the Cross and thus Jesus once more lead the reader back to the number Seven, which symbolizes both the Christian Messiah and the New Testament; furthermore, the Hebrew letter Zayin (t), which is also the character denoting the number 7, can also be seen as a number one bearing the "Balken" as given in the poem. Thus, the poem "DIE MIR HINTERLASSNE" invites the reader to contemplate the permutations and correlations found in the relative space between the numbers 1 and 7 and all their respective symbolic values.
Whether the seventh line of the poem "DU LIEGST" ("Es kommt der Tisch mit den Gaben") signifies fulfillment or redemption is left open to interpretation. In accordance with Christian teaching, the answer is clearly that it does, but in Celan's poem, the following line "er biegt urn ein Eden" reveals that these do not lead to Paradise, the Promised Land, which accords with the Jewish view of Jesus.
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If the poem is seen as consisting of two parts, the second one of-again-seven lines follows after this section. The seventh line from this point, also the end of the poem, is "stockt." The multitude of meanings within Hebrew semantics can be illustrated by taking a closer look at the verb sabat and its connotations. Among its meanings are "to rest," "to celebrate," "to stop/falter" ("stocken"), or "to end/finish" (Das Alte Testament xiv). On the Seventh Day of Creation, and in relation to the weekly rhythm of work, sabat means "to rest." The Old Testament relates how the concept of the Sabbath is revealed to the Jews. For them this day was seen as existing outside the boundaries of ordinary time (Yerushalmi 54) .
As far as a reading of the poems based on the number of words in the different stanzas and verses is concerned, it appears that the number 7 has a double function: it is the symbol of the Christian Messiah and the New Testament, as well as the symbol of the Covenant between God and his Chosen People. The words for both 7 (sheva) and for "to swear an oath" (shava) are closely related in Hebrew (Fabry and Ringgren 974-1027) . Accordingly, the characteristics of protection and security and the binding nature of the Covenant (Grimm 6:353) . After the sixteenth century the word lauschen came increasingly into use, thereby losing its negative connotations. Since the eighteenth century its usage has been restricted to literary and poetic language, referring to an expression of attentive listening (to someone or something), while its related meaning has fallen out of use: "niedrige nebensinn des boswilligen aufmerkens" (Grimm 6:355 
